Men in (Shell-) Focusing on war neurosis, male trauma, and the psychology of cure, it was read-then as now-as an early psychoanalytic novel, drawing on the initial seepage of Freudian thinking into London intellectual life) It is also unquestionably a novel about femininity, demarcating the materialistic from the embodied woman, though whether one should read it as a feminist or a "woman's novel" turns on interpretation.' My contention will be that the tenor of West's feminism depends on her reading of masculinity and trauma, and, more precisely, that West writes as much within a masculine order as she writes about it. This raises issues already addressed in work on West about her shift away from socialist feminism in her pugnacious journalism of the early 1910s to a more conservative political as well as gender-political position.' To repudiate West as a feminist in this early fiction, however, is to ignore both the intellectual wartime context of the writing as well as, more generally, the possible forms feminist writing may take. Certainly, no "easy" feminism is possible for West in The Return of the Soldier. Though men in civilian life may be "very poor stuff indeed," as West asserts in 1913, in wartime the ground of gender politics shifts, since no feminist denunciation of men will protect women from the traumatic reaches of war.'
Overall The Return of the Soldier is a funny kind of novel. It's about masculinity, yet the proper male protagonist is for all intents 152 STCL, Volume 22, No. 1 (Winter, 1998) and purposes missing from the text. It's about war trauma, yet the traumatic event which causes the protagonist's shell-shock is not represented. And it's a novel about cure which turns on the figure of a psychoanalyst, yet Rebecca West claimed ten years later that her "novel has fundamentally nothing to do with psychoanalysis" ("On The Return" 68). To find oneself at this impasse means either that one is a bad reader, appropriately told off by West for misreading her, or that the novel is actually enacting an impasse amongst its three themes-masculinity, trauma, and psychoanalysis. I want to argue the latter, in the sense that the novel enacts without naming an impasse produced in the culture at large by the very intractability of trauma to articulation. The imbrication of themes in the novel-masculinity, trauma, psychoanalysis-makes of it a cultural nexus, for in the England of the Great War masculinity for the first time becomes traumatized, individually and as a social construct, while registering the intractability of trauma within its order. Psychoanalysis, as the voice of a shift in patriarchy as violence, articulates the conditions of this intractability. West's contribution, I argue, lies in introducing female desire into this complex, and shifting the cultural impasse into the terrain of gender relations.
Masculinity and Trauma: About the War
The Return of the Soldier relates the story of the (re)construction of English masculinity. A model English man of the landed class, Chris Baldry of Baldry Court, is sent home from the warfront shellshocked, unable to remember anything of the last 15 years and believing himself still to be a 20 year old on the verge of marriage to an innkeeper's daughter. Awaiting this soldier's return are three women: his wife of ten years, Kitty, whom Chris does not remember; his cousin and narrator of the novel Jenny, whom he remembers only from his youth and who disappoints him by being "old"; and the innkeeper's daughter Margaret, whom he remembers joyfully and whose company he demands. Each of these women stands in a frustrated desiring relation to Chris: Kitty as his wife in social and class terms, but who fails to spark his interest; Jenny as a family intimate, but who represses her passionate love for him; and Margaret as his chosen lover, but whose class level is marked in her marriage to a drearily poor man. The material of the novel comes from the interrelations amongst these women, particularly between Jenny and Margaret, and the entire novel can be read as a "woman's novel" which distinguishes between women in terms of class (landed wealth versus dreary poverty) and desire (materialistic versus 2 Studies in 20th & 21st Century Literature, Vol. 22, Iss. 1 [1998] England's young men were proudly sent off to war, where they were overwhelmed by the violence of a new war technology and returned home ill and broken, traumatized by their experiences and no longer themselves.' The term "shell-shock," initially conceived at the start of the war by a Dr. Mott to describe the physical condition of shell fragments lodged in the brain, took hold in the popular imagination as a name for the countless instances of men returning from the front "not quite there," suffering from what psychiatrists generally referred to as "war neurosis" (Kleber 16 20th & 21st Century Literature, Vol. 22, Iss. 1 [1998] The war thus seems to be the originary trauma for "English masculine fineness," providing the cultural condition for the writ-ing of the novel. The very notion of an originary trauma, however, begs the point, for it implies a linear and progressive temporality which the recycling of soldiers in wartime denies. As the injured of World War I knew all too well, a successful convalescence meant that one would be returned to the front, potentially to be injured again, to convalesce, and so on, ending in the extreme with death or the unforeseeable end of war.' The notion of return in the novel's title thus partakes in something of Nietzschean repetition of the self-same: Chris returns home, only to be returned to the front, where another traumatic incident may send him home again, to be returned to the front, etc. The lack of any possible originary trauma in this nightmarish cycle is highlighted by the narrative's refusal to tell the story of the event which inspired Chris's amnesia. In its place Jenny tells a fable about choice-between the passionate world of Margaret's love and the materialistic world of her and Kitty's lovea choice made by Chris in spirit while his actual "body lies out there in the drizzle at the other end of the road" (136) . It is as though the text shares in the luxury of amnesia at the same time as it decries the possibility that any event, amongst all the horrific events of wartime, can be an originary trauma. The novel thus refuses a narrative etiology of trauma: trauma circumvents the narrative register, as much as there is no discrete event of trauma. In the endless cycle of wartime traumatic return, the masculine order reaches an impasse: men must continue to convalesce and break down, ad infinitum, with no hope of recuperation. To allow for the recuperability of masculinity one needs the notion of originary trauma, thereby positing a discrete event available to cure. Only a notion of originary trauma can provide conceptual and thus therapeutic space for a cure. This, in effect, is the role of psychoanalysis, which West appropriates and explores.
Psychoanalysis and Trauma: About the Death of a Child
Ten years after the publication of The Return of the Soldier Rebecca West wrote a hindsight account of the conception of the novel and its relation-or, according to her strenuous defense, its non-relation-to psychoanalysis. In a letter to the editor of The Observer which reprimands a critic who had acidly described her novel as a "tract" for psychoanalysis, she claims flatly, "my novel has fundamentally nothing to do with psychoanalysis" ("On The Return" 68).9 She further elaborates her defense: (1) the story was complete "not very much later" than 1915 at a time when "not one per cent of London's intellectuals or any other class of the commu-
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Kavka 157 nity had heard of psycho-analysis"; (2) she "got the idea for the story from two sources which have both nothing whatsoever to do with psycho-analysis"; (3) the setting of wartime and the impression made by an ex-landlady "slipped" the novel into place, "quite without the intervention of psycho-analysis"; and (4) she "introduced a psycho-analyst [into the story] as an unimportant device" (67-68). The repetitive negative rhetoric and multiple justifications of this disclaimer, however, paradoxically play into Freud's hands, for the enumerated defense sounds not unlike Freud's anecdote in Jokes and their Relation to the Unconscious in which a neighbor returns a borrowed kettle to its owner with a large hole in it. To the owner's reproach, the borrower claims that (1) he'd never borrowed a kettle at all; (2) the kettle had already had a hole in it when he'd borrowed it; and anyway, (3) he'd given the kettle back in good condition (65-66). For Freud, the anecdote illustrates that unconscious processes work in multiples, unhampered by any sense of logical contradiction and reflecting only the strength of the repressed element. The resonance with West's own disclaimer suggests that her defense against psychoanalysis is similarly overdetermined, and the more she protests against any influence psychoanalysis may have had on her novel, the less it seems that the character of the psychoanalyst is just "an unimportant device." West's disclaimer thus neatly illustrates the psychoanalytic notion of denegation, in that she both rejects the influence of psychoanalysis while unconsciously, or in this case textually, bearing it out.
And in fact, West goes on in the same letter to disclose that she spent eight months "look [ing] into this matter of psycho-analysis," a task which she defines as reading all the works of the principal psychoanalysts, all the works of Freud's critics, and undergoing psychoanalysis herself (69 person-though within the "right" class-and in so doing had each begotten only half the child of their mutual passion. Chris's "suppressed wish," then, is not that his child had never died, but that the child had never been born of that mother, brought into the world with only half a life. In terms all too familiar to the genre of romance, Chris's secret wish is that he and Margaret had never parted; in the space of masculine trauma set out by the intersection of psychoanalysis and the Great War, the generic romantic "secret" is transmuted into the symptom of amnesia.
The narrative trajectory demands that Chris's illness be put to a cure, but the psychoanalytic logic in the novel reaches its limit precisely at this point. Dr [on] his shoulders" (187; my emphasis), it becomes clear that the cure of his amnesia has returned Chris to a masculine selfhood which is and has all along been burdensome, and worse, which is and has all along been only a construct. The repressed trauma of masculinity, and the illness of which Chris's amnesia is a symptom, is the knowledge that male selfhood is and has been a shell without a center. In The Return of the Soldier, West thus radically claims not that the trauma of war has shattered English masculinity, but that the masculine order itself, even before the war, is a construct based in and constituted through trauma. As with the relation between Chris's trauma at the front and the death of his son, the war is not the trauma itself, but marks the breakdown of the defenses of masculinity against the actual trauma, the knowledge of its own constructedness.
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Studies in 20th & 21st Century Literature, Vol. 22, Iss. 1 [1998] Where the psychoanalytic order fails, the feminine order takes over, supplanting the talking cure with the cure of the maternal, impassioned body. While "the newer kind of doctor" undertakes the laborious process of reconstructing the fragmented narrative of illness, the passionate woman, in the character of Margaret, simply "know[s]" how to cure the traumatized man (168). She advocates shocking Chris into recall by "remind[ing] him of the boy," in a therapeutic method which bypasses language altogether by showing him objects associated with his son: "something the boy wore, some toy they used to play with" (169). Clearly, such a rapid cure belongs more to a popular notion of shock treatment than to any psychiatric approach. What interests me here is not the quick-fix success of this feminine cure, but the mode of cure as well as its function in the narrative logic. This is a material rather than a talking cure (or even, more traditionally, a physiological cure), which effects continuity with objects which represent the repressed trauma, as though trauma can be brought to consciousness only by activating a bodily memory. The function of this feminine cure, though, ultimately mimics the ends of psychoanalytic therapy, since Margaret, too, talks about Chris's cure in terms of return, of "bring [ing] him back." The question for feminism posed by the novel, then, is whether the feminine cure marks enough of a difference from the psychoanalytic to avoid a reconstitution of the "ordinary" masculine order. And if it doesn't, then can the novel be read as a feminist work or must it be consigned to the category of first, good-try fiction by a once feminist writer?
Of the three representations of women, only the maternal figure can perform the cure. Her "wisdom" is recognized by the doctor, though his scientific knowledge cannot account for it: "I don't know why [it has to be her]. But it does" (170). Margaret's wisdom, well outside the ken of patriarchal science, is directly associated with her maternal body. In fact, maternity, synonymous with feminine embodiment on the one hand and passion on the other, serves as the instrument of differentiation and valuation amongst the women. Kitty, the materialistic woman who turns her physical beauty into capital in the sexual economy of the masculine order, is also depicted as an unnatural mother; the novel opens with her heartlessly sitting in the long-disused nursery to dry her hair because "'it's the sunniest room in the house'"(11).12 The narrator, Jenny, mediates between Kitty's detached materialism and Margaret's passionate embodiment. As such, she is a not-quite mother, categorizing herself amongst "the childless [, those who] have the greatest joy in children, for to us they are just slips of immaturity lovelier than the flowers and with a power over the heart" (161).
To Margaret it remains to represent embodied and impassioned maternity. She experiences her grief for her dead child and Chris's as a bleeding of her body: "she did not look at the child's photograph, but pressed it to her bosom as though to staunch a wound" (160-61). Standing in the unused nursery, Margaret so fully portrays motherhood that she looks to Jenny like rare "pictures of the Assumption of the Blessed Virgin, which do indeed show women who could bring God into the world by the passion of their motherhood" (172). Note here that she is compared not to the mother of God, but to material women who in their passion could represent the mother of God. Margaret's physical relationship to her lover, by extension, is of a maternal rather than a strictly sexual kind. Their relationship is iconicized in the novel by the image of Margaret sitting beside the sleeping man, "just watching" (142) and intermittently feeling his hands to make sure "they're as warm as toast" (148). Unlike the other two women-Kitty who desires Chris for what he can give her, and Jenny who desires Chris for herself but inarticulately-Margaret does not want Chris for herself but rather feels the passion of maternal nurturance towards him. As the feminine ideal who shelters a man, who "gather[s] the soul of the man into her soul" (144)-and I would point out the bodily resonance of that metaphor-it is Margaret as the figure of maternal embodiment who has the "wisdom" to cure masculine trauma.
However, the maternal impetus to shelter the man in "his magic There was to be a finality about his happiness which usually belongs only to loss and calamity; he was to be as happy as a ring cast into the sea is lost, as a man whose coffin has lain for centuries beneath the sod is dead. (180) Though the narrative has resisted figuring Chris as insane, characterizing his amnesic rejection of his adult life as "something saner
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Studies in 20th & 21st Century Literature, Vol. 22, Iss. 1 [1998] (182) . Truth thus functions in the service of masculinity, naturalizing it as self-evident and disguising both its constructedness and its constitution through trauma. For it is the inarticulable experience of trauma which, in differentiating between masculinity and queer, not-quite manhood, produces men out of the "boisterous" boy, the "saner than san[e]" neurotic, the would-be "doddering old man" (the list of "not quite a man" queers could go on and on) by forcing them to drink "the wine of truth." Femininity is no less in thrall to this order. Given the choice between curing and queering him, between returning Chris to the front and another possible bout of shell shock or retaining him in the infantilization of his "magic circle," Margaret opts for the former. Maternal "wisdom" consists not of the ability to cure a man, but of the sense, unknowable as a piece of knowledge, that he must be cured and returned to manhood. Maternity, idealized femininity, even the novel itself-in what we might call its "ideal ego" -thus function ultimately to uphold the masculine order, and do so, moreover, in tandem with their own dissolution. At the close of the novel, as the reconstituted man walks across the lawn toward the house, Margaret is left literally to dissolve: "Almost had she dissolved into the shadows; in another moment the night would have her" (186). Only Kitty's final words: "He's cured!" resonate be-yond the end of the novel. rosis, as its effect; the role of analysis here, though, is to reconstitute the patriarchal order through narrative. A final shift to the feminine order reveals like complicity with patriarchy, but now trauma is a condensation in the body which can be resolved through unmediated contact with objects.
Though this notion of unmediated bodily contact slides too easily from a feminine ideal into a modernist anti-feminist insistence that women have neither minds nor egos, it is important to note that feminine wisdom is differentiated in the novel from both masculine experience and psychoanalytic knowledge as that which 16
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